Institutions of public memory are increasingly undertaking co-creative media initiatives in which community members create content with the support of institutional expertise and resources. This paper discusses one such initiative: the State Library of Queensland's 'Responses to the Apology', which used a collaborative digital storytelling methodology to co-produce seven short videos capturing individual responses to Prime Minister Kevin Rudd's 2008 'Apology to Australia's Indigenous Peoples'. In examining this program, we are interested not only in the juxtaposition of 'ordinary' responses to an 'official' event, but also in how the production and display of these stories might also demonstrate a larger mediatisation of public memory.
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This is a trend that is occurring alongside, but quite distinctly from, the broader shift toward a more participatory online culture, featuring the increased visibility and significance of usercreated content and online social networks. 12 The development of increased user participation as part of increased digitisation and mediatisation of institutions of public memory has also brought into question the traditional institutional authority that 'official'
archives of public memory were assumed to wield. As well as questions about how institutions of public memory may need to alter their own practices as part of a participatory turn, and in response to the burgeoning of popular archives such as YouTube, 13 there has also been a recent interest in a turn to participatory public history, where vernacular memory (e.g.
raw oral history material) is presented alongside official accounts. 14 Against this backdrop of institutional and media change, the specific area of digital storytelling is a useful focal point for exploring the ways in which institutions of public memory are reconfiguring their own practices as part of the broader mediatisation of public memory.
Aims
This paper is broadly interested in the mediatisation of public memory in Australia, with specific reference to those contexts where institutions of public memory engage in the commissioning, collection and display of rich media content created with members of their constituent communities. To consider this, we discuss the State Library of Queensland's ongoing digital storytelling program, 'Queensland Stories'. We focus specifically on the 2008 'Responses to the Apology' project, 15 in which SLQ collaborated with Indigenous community leaders to document and collect responses to Prime Minister Kevin Rudd's 'Apology to Indigenous Australians' proffered in the House of Representatives in early 2008.
The Apology was in itself an intensely mediatised event and one that, like other official apologies, drew on personal memory and functioned as a public rewriting of Australia's 5 national history. 16 In doing so, we consider a series of questions, including: to what extent does the juxtaposition of 'ordinary' or 'vernacular' responses to Rudd's official political apology represent an example of participatory public history? Does the State Library of Queensland's formal co-creation, collection and display of these digital stories function to complicate the dominant mediation of Rudd's Apology or, conversely, does the institutionalisation of these stories 'condense' their diverse responses in a way that enables a 'consensus view of the past to emerge'? 17 Finally, we briefly consider the project in the context of participatory online media more generally, and their implications for institutions of public memory.
Digital Storytelling and the State Library of Queensland (SLQ)
'Digital storytelling' has been used to describe a variety of diverse media forms and practices, which, according to Kelly McWilliam, can be broadly categorised into two main conceptions, namely the 'generic' and 'specific' conceptions:
the generic conception of digital storytelling is epitomised by writers like Carolyn people are taught how to create a short (usually 2-5 minute) film. In its simplest form, the film (or 'digital story') is comprised of a voice-over and scanned self-sourced photographs, and is typically focused on a particular moment in the participant's life. 20 Developed as a specific response to the exclusion of 'ordinary' people's voices in traditional (broadcast) media, digital storytelling was enabled by the increasing accessibility of digital media-particularly personal computers, digital cameras, and scanners-to the domestic market in the late 1980s and 1990s, which until then had been the (prohibitively expensive) domain of experts and industry. 21 The proliferation of cheap access to digital technologies alongside the rapid popularisation of social and participative technologies have increasingly enabled both the mediation and mediatisation of individual memories, such as through broader practices of vernacular creativity like the upload of personal videos to video-sharing sites or the emergence of digital scrapbooking sites. 22 These practices demonstrate an 'unprecedented global accessibility and participation in the creation of memories'. 23 While digital storytelling is increasingly taken up around the world-for instance, it is already used widely across North America, Europe, and Australasia and, to a lesser extent, across Africa, Asia, and South America, a predictably uneven diffusion given the West's historical dominance over key mass-market technologies-there are nevertheless trends in its application. 24 A recent international survey of the practice, for example, found that 'historical' digital storytelling was one of the most popular applications of the practice, particularly in North America and Australia. 'Historical' digital storytelling is typically conducted by community or community-focused public organisations, which use digital storytelling as a tool to collect 'public history -usually of a particular community, place, or group of community members'. 25 Developed through the public library strategic development grant scheme, Queensland
Stories began collecting its first 'digital stories' through its acquisition of a mobile multimedia laboratory that effectively enabled digital storytelling workshops to be brought to participants, particularly in regional and remote locations. 28 After four years in operation, Queensland Stories has by now collected a large number of digital stories as part of at least twenty-four different digital storytelling projects, from 'River Stories -Bunya to the Bay', which was a partnership project between SLQ and the Riverfestival, to the 'Queensland Business Leaders Hall of Fame' collection. 29 The 'Responses to the Apology' is one of the more recent, and certainly one of the most politically poignant additions to the Queensland Stories initiative. and to the Stolen Generations in particular. 30 Rudd apologised for the inequitable and divisive 'laws and policies of successive parliaments and governments', for the 'stony and stubborn and deafening silence' which had greeted previous requests for a formal apology, and for their collectively traumatic trans-generational impacts on Indigenous Australians. 31 For many observers, however, the Apology was at least a decade overdue, given the unmet call for one in the Bringing Them Home report, which had been presented eleven years earlier to then Prime Minister John Howard. 32 When the Apology was finally offered in 2008, it was a major national event: it was broadcast live on national television and news web sites, in the process becoming one of the most widely shared experiences in the Australian cultural public sphere as well as a moment of official history, as a formal political event documented in government archives. 33 In the media more broadly, it was widely articulated as 'a defining moment in the nation's history', eliciting both intense discussion and a broad range of emotional responses. 34 In this paper, however, we are specifically interested in seven personal responses to the Apology. Islander communities. 35 Its purpose was to 'capture' the 'thoughts and feelings' of seven participants' responses to the 'historic event' of the Apology, concentrating directly on the participants' memories of the events of that day, as well as their reflections on its broader significance and limitations. 36 However the project did not simply 'capture' and archive 9 materials that had emerged in response to the Apology elsewhere: it deliberately sought to facilitate the production of such materials and to embed the co-creative processes of digital storytelling into new areas of the organisation so that the Responses to the Apology program might continue beyond the life of the pilot project. The project was initially designed by SLQ in alignment with their own institutional priorities and public service obligations; it was undertaken, and the stories produced, in collaboration with community and media organisations, but it focused on the personal perspectives of individual Queensland residents.
In other words, the project was intended to be a collaborative construction of public memory from the outset-which, as Bodnar writes, 'emerges from the intersection of official and vernacular cultural expressions'-with its mediatised facilitation of vernacular responses (individual participants) to an official cultural expression (the Apology). 37 Bodnar defines these terms further:
official culture promotes a nationalistic, patriotic culture of the whole that mediates an assortment of vernacular interests.
[…] Vernacular culture, on the other hand, represents an array of specialized interests that are grounded in parts of the whole. and nation (via the national context and focus of the catalyst event). We return to some of these issues later, but begin by looking briefly at the stories themselves.
Tiga Bayles is a leading figure in Indigenous broadcasting and politics; he was a key figure in has created a change. It's a new era in our time. And mind you, saying sorry is only the very first step, but it's a major acknowledgement -it was a major event for us. But we've got a long way to go. The native is susceptible to all the physical and moral ills of our civilisation, and it is only by complete separation of these two races that we can save him from hopeless contamination eventual extinction, as well as safeguard the purity of our own blood.
This stark reminder that policies of forced separation and removal were embedded into official Government policy is potentially emotionally disturbing and confronting to the viewer-poignantly underlining the significance of the Apology, and the reasons for the purposeful anger so evident in Bayles' voice. that what needs to follow the Apology is 'help and support in making' a better future 'for the children', while Bryce experienced the apology as offering a 'way forward' to where 'every single one of us as individuals' has a responsibility in producing a reconciled nation. The only one of Nobles' three 'tasks' of official apologies that was not responded to by the majority of these stories was the second task, although this is also the only task that typically occurs after the event so this is perhaps unsurprising given that these 'Responses' were recorded so soon after the actual event (i.e. in June-July 2008 or less than six months after the event). Even so, three stories (by Bayles, Wagan Watson Jr., and Bligh) do articulate a sense that the event had already produced (and would continue to produce) a stronger sense of 'history-centered explanations of minority disadvantage'. 50 Bligh, for example, is certain that Rudd's re-casting of national history explicitly acknowledges the link between current inequities and historical injustices: 'as a result of that serious injustice many people in our community today are still struggling'; importantly, however, this re-framed national history
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'will now go into our history books' and be taught by 'our schools' to our 'children'. In each of these stories, then, is a sense that the Apology represents a particular national 'moment' that has and will continue to have national, local, and individual ramifications, which are all, albeit to varying extents, about both an acknowledgment of historical responsibility as well as some form of redefinition of 'the nation'.
In Rudd also draws on national stereotypes:
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There is a further reason for an apology as well: it is that reconciliation is in fact an expression of a core value of our nation-and that value is a fair go for all. There is a deep and abiding belief in the Australian community that, for the stolen generations, there was no fair go at all. There is a pretty basic Aussie belief that says it is time to put right this most outrageous of wrongs. contend for space with (and sometimes in response to) the digital stories produced as part of the SLQ project. 62 The ever-increasing proliferation and circulation of media content produced by mainstream media, governments, and ordinary citizens in response to issues and events of shared national concern represents a range of perspectives that no single institution of public memory could hope to capture. We suggest that the 'Responses to the Apology' project models one way in which institutions of public memory might respond. In other words, the seven digital stories that are now part of the SLQ's collection are neither simply the product of the Library's mediatisation of public memory, nor the result of the inclusion of pre-existing vernacular material. Rather, as a direct result of the co-creative production process, the stories themselves also occupy an intermediary position between the 'official'
practices and values of major institutions of public memory, like SLQ, and the vernacular practices of everyday media creation and use. This demonstrates not only a further mediatisation of public memory around this one national event, but also the institutional coordination of vernacular storytelling and community-based media-making. In doing so, the co-creative approach results in new historical materials that emerge out of the negotiation of multiple perspectives, and indeed include the 'competing voices' that Rowe et al call for. 63 However, the resilience of the idea of the author and the highly personalised nature of the stories means that new challenges arise for institutions of public memory. When archiving and displaying co-created content like digital stories, for example, there are not yet any accepted protocols for how they might adequately represent and account for the multiple voices and stakeholders who have contributed to the co-creation of such material. And the materials themselves are not always presented to the public in ways that invite further active engagement with the topics addressed (e.g. through the ability to leave comments). However, as institutions of public memory like SLQ increasingly employ user participation as part of
